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attention. Some prized first editions are in 
his library. Pictures of every school, and 
literature, especially of the last century, have 
a strong fascination for him, also old furniture, 
of which he has many interesting specimens. 
In addition to his house at Malvern he has a 
tiny cottage in the woods, far away from the 
hum of human life, trains, and even tramps. 
Here, five miles from a railway station, he 
makes sketches and orchestrates amidst sur- 
roundings that are as beautiful as they are 
tranquil and brain-refreshing. We give a view 
of this solitary domicile where dress suits are 
unsuitable. 
KITE FLYING. 
A former hobby of our composer was scientific 
kite flying. His great idea was to invent a 
kite which would enable him to vary its surface 
resistance according to the force of the wind 
that was blowing. He made many experiments, 
but as the Americans are similarly at work 
on a colossal scale, he has given up the 
pastime of kite flying. He used to have a 
string of kites, of various shapes and sizes, one 
under the other. So strong in mid air was 
their resistance to their captive rope that, on 
one occasion, he and a friend, pulling with all 
their might, could not bring high-flyer down to 
earth without invoking the aid of a strong navvy. 
Golf-how he loves it-and bicycling have 
superseded kite flying as outdoor recreations. 
'THE DREAM OF GERONTIUS.' 
Before bidding adieu to one of the foremost of 
British composers of the present day, it is only 
natural that some information should be sought 
from him on the subject of his latest work, ' The 
Dream of Gerontius,' which is so soon to be 
produced at the Birmingham Festival. ' This 
is the beginning of it,' he says, as he hands us 
a little copy of Newman's famous poem. ' The 
book was a wedding present to me (in 1889) 
from the late Father Knight, of Worcester, at 
whose church I was organist. Before giving it 
to me he copied into its pages every mark 
inserted by General Gordon into his (Gordon's) 
copy, so that I have the advantage of knowing 
those portions of the poem that had specially 
attracted the attention of the great hero. It 
seems absurd to say that I have written the work 
to order for Birmingham. The poem has 
been soaking in my mind for at least eight 
years. All that time I have been gradually 
assimilating the thoughts of the author into my 
own musical promptings.' 
It is in this spirit that Edward Elgar conscien- 
tiously follows the bent of his genius. A man of 
high ideals, the possessor of a fine artistic tem- 
perament, and an intensely poetical musician, he 
is known and respected for his kind-heartedness, 
his modesty, his sincerity, and his steadfastness 
of purpose. He has already achieved great 
things in the realm of art and has come into 
the front rank of English composers. 
PIANOFORTE TEACHING 
SOME PRACTICAL HINTS BY 
FRANKLIN TAYLOR. 
AMONG the numerous teachers of the piano- 
forte in this country there must be some who 
would welcome the publication of a few 
practical suggestions which might tend, if only 
in a slight degree, to lessen the labours of both 
teachers and pupils. Such, at least, is the 
opinion of the Editor of this journal, who has 
invited me to write down some of the ideas 
which have occurred to me from time to time, 
during a teaching practice extending over con- 
siderably more than thirty years. With this 
request I willingly comply, and I should be 
very glad to think that my 'hints' may suggest 
to any of my colleagues a fresh light in which to 
view details of pianoforte instruction, and so 
may help to lighten their arduous work. For that 
teaching is arduous work no conscientious teacher 
will deny-indeed, I have before now heard 
bitter complaints of the 'drudgery,' but that it 
is drudgery in a hateful sense I do not for one 
moment admit, and, speaking for myself, I can 
truly say that I know no greater satisfaction 
than to watch the definite and steady progress 
of a willing pupil, and even especially if, as not 
infrequently happens, the pupil has appeared 
dull and uncomprehending at first. In fact, I 
believe that the one thing necessary to make a 
teacher in love with his work is a sufficient 
measure of success with his pupils. 
It is not my intention to propound any 
untested theories, but merely to give the 
results of actual experience, and my sugges- 
tions must therefore apply to the training of 
pupils who are not absolute beginners, for the 
reason that, so far as I recollect, it has never 
fallen to my lot to teach a pupil his notes. 
What are the qualifications of a good teacher ? 
Unlimited patience, of course, as well as a 
competent knowledge of his subject, and a 
certain (not too limited) power of performance, 
that he may teach the pupil through the ear 
as well as through the understanding. But 
there are other qualities which appear to me 
to be equally important; for one, the power 
of looking at things from the pupil's point of 
view. If one can bring oneself to feel exactly 
the pupil's difficulty, and then, from one's 
fuller experience, realise how one would con- 
quer it, one is able to give help in a far more 
practical form than by saying, 'Try that over 
again,' or ' That requires more practice.' 
Perhaps, by the way, this power has its dis- 
advantages occasionally. Sometimes, in the 
presence of an incapable pupil stumbling over 
a simple passage, I have found myself for a 
few minutes actually thinking that such diffi- 
culties ought not to be written, and cannot be 
expected to be played perfectly. Perhaps the 
pupil hypnotises me! 
It is not always easy to make sure that the 
pupil understands what he is told. I always 
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mistrust the pupil who cheerfully and promptly 
answers ' Yes' to all my observations. I have 
generally found, after a week or two of this 
procedure, that the pupil knows nothing at all. 
Therefore, encourage pupils to ask questions; 
get them to tell you how they would explain 
the point to an ignorant person, and, as a rule, 
tell them the same thing at least three times. 
It is safer. 
A good teacher will always strive to make 
the pupil take an interest in all his work, and 
especially in that part of it which is generally 
called ' dry '-technical exercises and so forth. 
This is with many pupils anything but an easy 
matter, but a good deal may be done by making 
the pupil feel that the source of interest lies in 
continually watching the movements and posi- 
tion of the fingers, and that the ear is scarcely 
concerned in the business at all, except for 
observing the proper connection of the sounds, 
and cannot expect to feel interested. Further, 
it should be pointed out to the pupil that 
certain kinds of passages, such as scales, broken 
chords, arpeggios, &c., form the material used 
by all composers alike, and that what the com- 
poser uses continually the player must be able 
to play readily and perfectly, not only for the 
sake of better performance, but in order to 
avoid waste of time in learning the passages as 
and when they occur. Examples may be given 
-for instance, the subject of the last movement 
of Beethoven's 'Moonlight' Sonata, which 
consists almost entirely of the so-called ' first 
chord-passage.' 
METHODS OF STUDY. 
Pupils should be taught to distinguish 
between learning and practising. Practising means the repetition of the right thing after it 
has been learnt, and not the continual correc- 
tion (or, worse, the repetition) of mistakes made 
in learning. Consequently, the first reading of 
a new work should be slow and very careful, 
and the piece should be divided for the purpose 
into quite short sections, not more being studied 
at a time than can be kept well in mind, so 
that each successive difficulty may receive a 
certain amount of treatment at once, before the 
attention has become weakened from being 
spread over a large number of points for con- 
sideration. 
In making this division, pupils are very apt 
to begin each section at the beginning of a bar, 
or of a line, regardless of the musical sense. 
This is unmusical and wrong, and tends to 
prevent the development of the pupil's feeling 
for phrasing. Each separate section must 
begin with the beginning of a phrase (the point 
at which one breaks off is less important), no 
matter on what part of the bar it may com- mence. 
In the slow practice of difficult passages, a 
pupil should be taught to play always forte, 
irrespective of the proper effect of the passage 
when perfectly rendered. The reason for this 
is that a strong touch, produced of course 
without undue pressure, necessitates a rapid 
finger, and rapidity of finger is naturally the 
object of all technical practice. Thus the 
pupil is preparing himself to play the passage 
in rapid tempo, at the same time that he 
is acquiring security by playing the notes 
slowly. 
A pupil should never be allowed to correct a 
wrong note by playing the right note imme- 
diately after it, an error which pupils are very 
likely to commit, and which inevitably produces 
insecurity in playing. All pianoforte playing 
is the result of certain movements of the fingers, 
and to play a wrong note means to make a 
wrong movement. If, then, the right note is 
played at once, immediately after the mistake, 
the finger executes a second wrong movement 
(from the wrong note to the right)-and two 
wrongs do not make one right. In the case of 
a wrong note played the pupil must accustom 
himself always to go back a bar or two, and so 
to play the right note at the right moment, 
repeating the phrase until the tendency to go 
wrong has disappeared. 
Pupils very generally take in fresh music by 
the eye alone at first, the ear not coming into 
operation until later. One curious result of 
this is that if a fairly intelligent pupil meets 
with a seeming contradiction in notation, say, 
F sharp and F natural struck together, he 
refuses to believe in it, and considers it abomin- 
able. If, however, the teacher plays the 
phrase in a different key, so that he shall not 
see the imagined discrepancy, his ear accepts it 
readily enough, and he becomes reconciled. 
Similarly, if he misreads a note and does not 
correct it at once, his ear may easily become 
so accustomed to the false note as even to 
prefer it to the right one when pointed out. 
Here, again, if the phrase be transposed, his 
ear, being free to listen, will at once perceive 
the fault. 
Unless the music is very complex, reading 
with one hand at a time is not advisable, as it 
tends to weaken the power of reading at sight; 
but the practising of difficulties with separate 
hands is most necessary, especially with the left 
hand, which is not only physically weaker, but 
less readily obedient to the will than the 
right. 
A teacher should always take care that the 
pupil understands the meaning of all the Italian 
or other foreign terms which are met with in 
the course of his piece, writing the English 
translation in the margin of the copy. Mere 
learning of the words from a vocabulary is of 
little use, but if each term is explained as it 
occurs, there is a present example of its 
intended effect, which helps greatly to fix it in 
the pupil's memory. Thus no pupil will be in 
the position of the young lady who, being asked 
why she played a certain Adagio so quickly, 
replied, 'Well, it's marked " express."' 
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TECHNIQUE. 
In my youthful days, technique pure and 
simple used to be taught in a very perfunctory 
manner; according to my recollection, pupils 
were supposed to begin with five-finger 
exercises and scales, invariably followed by 
Czerny's ' ioi Exercises' (which contain 
much material quite unsuited to beginners) 
and the same author's ' Etude de la Velocit6.' 
Thanks to the general improvement in musical 
education, however, a more intelligent method 
is followed at the present time, but I find with 
regret that one important branch of technique 
is very generally neglected-namely, broken- 
chord passages, as distinguished from con- 
tinuous arpeggios. In teaching technique, a 
distinction should be drawn between those 
exercises in which the hand keeps its natural 
position, and those in which the thumb passes 
under the fingers. To the first class belong the 
five-finger exercises and the four-chord pas- 
sages more fully described in my ' Primer of 
Pianoforte Playing' ;* to the second, scales and 
arpeggios; and the second class should never 
be attempted until the fingers have acquired 
sufficient strength and freedom of movement by 
the help of the first. This is not to say that 
the theory of scale-construction should not be 
taught in the earliest stages, indeed, it is 
necessary, in order that the chord-passages may 
be understood. 
Formerly it was the custom to teach the 
melodic form only of the minor scale, but of 
late I have observed that this form is frequently 
neglected, and only the harmonic form practised. 
Both forms should of course receive equal atten- 
tion, as both are used by composers. Scales 
fingered with the thumb on black keys should 
never be practised, except by very advanced 
pupils, and the same warning applies to 
arpeggios, with the obvious exception of F 
sharp major and E flat minor, in which the 
keys are all black. 
When practising five-finger exercises, they 
should be commenced in slow tempo and after 
a while the speed should be doubled-not 
slightly increased-without stopping to make 
the change, and if the pupil's technique is 
equal to it, the speed may be doubled again 
with advantage. By this method the pupil's 
sense of rhythm and proportion is strengthened, 
whereas the custom of gradually quickening 
finger exercises induces the bad habit of 
hurrying in passage-playing. The following 
example may help to make my meaning clear :- 
(Many repetitions of each division.) 
-- II -_ . 
1.1 
When able to undertake wrist-staccato, the 
pupil must be made aware that there are two 
kinds: full wrist, in which the hand is thrown 
back as far as possible, and half- wrist, in 
which it rises from the key to a horizontal 
position only. Before coming to octaves or 
chords, it is best to practise on single notes 
with the thumb and middle finger pressed 
gently together at the tips, the keys being 
struck by these two together, while the other 
three fingers are raised and kept clear of the 
keys. By this means all interfering movement 
of the finger-joints is prevented, and the player 
is compelled to strike from the wrist only. 
In learning a difficult legato passage of single 
notes, it is a good plan to play it backwards 
and forwards many times without stopping, 
unless the form of the passage is such that it 
can be made continuous by mere repetition. 
The reason for this is that security is attained 
more readily in a continuous passage than by a 
series of interrupted repetitions. For instance, 
the first of the three following examples would 
become continuous by repetition alone, but 
(b) would require to be practised as at (c) to 
make it so- 
(a) 1 
5 
1 4 1 
1 4_ 4 
(c) 
1 4 
4 1 4 
14 4 1 1 1 Akdo -AL 
It sometimes happens that, owing to the 
position of the hand, one note in a sequence 
of similar figures gives trouble by remaining 
persistently weaker than the rest, or even 
missing altogether. In such a case the defect 
may be cured by re-arranging the grouping of 
the passage so that the accent falls on the note 
which is inclined to fail. A little practice of 
the new arrangement will equalize the touch, 
and on returning to the proper form the 
improvement will be felt at once. For example, 
the following passage, in which the eighth 
note of each group is likely to be weak- 
4 - - - - ---- - 
may be practised thus- 
. 1 4 1  -- } 
Perhaps it may be well to conclude this 
portion of my subject with a table of technical 
work, arranged in the order in which I think 
the various items should be undertaken. Of 
course they would not be kept entirely separate, : Macmillan and Co., Ltd. 
This content downloaded from 193.0.65.67 on Tue, 03 Nov 2015 15:19:10 UTC
All use subject to JSTOR Terms and Conditions
THE MUSICAL TIMES.-OCTOBER I, 1900. 651 
but would overlap to some extent for the sake 
of variety in the daily work, care being taken 
not to attempt too much at once:- 
ORDER OF TECHNICAL WORK. 
I. Two-finger exercises on consecutive 
notes (slow trill), to be practised on 
white keys, black keys, and black and 
white mixed. 
II. Five - finger exercises, with similar 
variety of black and white keys. 
III. Exercises on broken chords, with fixed 
position of hand, in the following and 
similar forms - 
__w- 
= 
These accustom the fingers to move 
freely in extended positions, in which 
the hand is naturally less flexible, and 
at the same time teach the various 
major and minor chords and their 
inversions. 
IV. Exercises with one finger pressed down 
(inaudibly), the other fingers moving. 
V. The four principal chord-passages, on 
common chords. 
VI. Diatonic scales. 
VII. Common-chord arpeggios. 
VIII. Chromatic scale. 
IX. Chord - passages and arpeggios on 
chords of the seventh. 
X. Slow trill in double-thirds. 
XI. Scales with the hands separated by 
various intervals, also in contrary 
motion. 
XII. Wrist and half-wrist work in single 
notes. 
XIII. Double scales. 
XIV. Octaves. 
XV. Various kinds of special technical diffi- 
culties, which it is better not to attempt 
to classify, such as broken chords on 
extended positions of the tenth or 
eleventh, repetition exercises, skips, 
unbroken chords (staccato), part- 
playing, &c. 
FINGERING. 
Since the pianoforte is an instrument which 
depends entirely on finger-movements for the 
production of music, it follows that the Art of 
Fingering-that is to say, the use of the fingers 
in such a manner that the particular key 
required for each successive note of a com- 
position shall be within easy reach-is one of 
the most important branches of technical 
instruction. Now the manner in which this 
art is commonly taught does not appear to be 
quite satisfactory; it is too mechanical and 
unintelligent. The customary method is to 
mark the notes, or most of them, with a 
corresponding numeral, and then to tell the 
pupil to 'pay attention to the fingering.' This 
advice, sound enough as far as it goes, does 
very little towards enabling the pupil to choose 
his own fingering, and it is only after years 
of practice, and innumerable repetitions of 
passages similarly fingered, that habits are 
formed, sufficiently fixed to allow of the fingers 
going their own way, as it were, instinctively. 
But the principles of fingering are few and 
simple, and their practical application is by no 
means uninteresting, and it is quite possible so 
to present these principles to the pupil, even in 
the early stages, that he shall not only see 
what he ought to do, but shall know why it 
is done. Once this is accomplished, the 
fingering ceases to be a command to do so 
and so, and becomes what it ought to be, a 
reminder of a certain change of position, made 
with a definite object in view. 
Taking, then, the right-hand part of a simple 
piece of music of legato character, preferably 
one in which there is no great variety in the 
length of the notes, and starting from the 
obvious fact that five fingers cover five con- 
secutive notes, and that consequently no marked 
fingering would be needed if the piece did not 
exceed this compass, the first step would be to 
point out to the pupil the earliest moment at 
which the fingers would be all used up, and a 
change from the original position would become 
necessary. The teacher would then write the 
appropriate number over the first note of the 
new position, and at the same time explain 
the method by which the change was effected, 
whether by contraction, extension, or passing 
of the thumb. Then the pupil would be 
required to find out for himself how far he 
could continue in the new position, and as soon 
as further progress became impossible without 
break of legato, by what means he could enter 
upon another position so as to cover the largest 
possible number of the succeeding notes. 
Having determined this, and marked the figure 
over the first note of the new position, he would 
proceed onwards, the object being to arrive at 
the end of the piece with as few changes of 
position as possible, the first note of each 
change being marked with its proper figure, 
thus illustrating the chief principle of all good 
fingering, and at the same time the use of the 
marks. For such exercises as these, pieces 
without printed fingering are naturally best, 
but unfingered editions are rare now-a-days, 
and if it is necessary to use a fingered copy a 
small circle should be drawn round the 
important figures, thus (, which will cause 
them to stand out prominently from among the 
others. 
To assist the pupil in choosing the means of 
escape from one position to another, two 
general rules may be laid down-first, that 
contractions are better than extensions when 
both are available; and, secondly, that both 
extensions and contractions are better when 
the thumb is employed than when made 
between any two of the fingers. Of course 
these general principles apply equally to the 
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left hand, but in either hand to legato passages 
only, and the teacher will naturally take the 
opportunity to explain the fingering of chords, 
repeated notes, &c., as occasion serves. 
Some editions there are, but not many, in 
which the method just described is strictly 
adhered to, moments of change of position 
alone being marked, and with a single figure, 
but it will be found better, as a rule, to mark 
two figures, the first giving the change of 
position, and the second showing the direction 
which the passage takes after the change. 
Editions which are very full of fingering, and 
especially those which make a point of marking 
every note-and there are such-should be 
avoided; the mass of figures dazzles the eye, 
and the reasons for the marking not being 
obvious, the pupil usually disregards them 
altogether, and fingers by the light of nature, 
with lamentable results. But even here there 
is a remedy: the teacher should draw a small 
circle round each really important figure, and 
so enable the pupil to distinguish it from the 
remainder. It is also well for the pupil to do 
this for himself, in the case of any note which 
he may have practised with false fingering and 
finds a difficulty in correcting. 
To ensure quick and correct reading of the 
fingering, pupils should be taught that it is best, 
when attacking a new piece, to read the finger- 
ing first and the note afterwards. As a rule, a 
pupil seeing the note G plays it, and then 
(perhaps) looks to see if he has got the right 
finger on it. This requires two distinct mental 
efforts, and takes more time than the method, 
easily acquired after a little practice, of reading, 
say, 'second finger on G,' when his second 
finger moves instinctively towards its note, 
and the thing is done at once. 
One more point of importance. The pupil 
should never be allowed to depart from the 
marked fingering, even for the better, without 
marking in the alteration legibly. Although he 
may remember the new fingering perfectly, the 
fact of playing a note with one finger while he 
sees a different finger marked tends to destroy 
that intimate connection between eye and 
finger which, when established, is of such great 
assistance in learning fresh music. 
The difficulty of acquiring certainty in 
reading fingering is no doubt aggravated by 
the unfortunate fact that there are two systems 
in use, English and foreign, and as most pupils 
begin with one system alone, the other has to 
be learnt subsequently, and dire confusion, for 
a time at least, is the consequence. To avoid, 
or at any rate to lessen this confusion, the best 
plan is to consider the new system as consisting 
not of numbers at all, but of signs representing 
certain fingers. For instance, in passing from 
English to foreign, the number 5 for the little 
finger offers no difficulty, the I (considered as 
a vertical line merely) is easily understood to 
represent the thumb, and the only figure which 
really needs learning is the 3 for the middle 
finger, since the remaining two, 2 and 4, occur 
far less frequently, and then nearly always in 
immediate connection with 3 or i, which makes 
them comparatively easy to read. 
(To be continued.) 
LADY HALLE'S FIRST APPEARANCE 
IN ENGLAND. 
THE announcement that Lady Hall6 is about 
to retire from the concert platform and devote 
herself to teaching is one that will be received 
with widespread regret, and nowhere more so 
than in this country, as for many years she has 
formed an important part of our musical life. 
It may, therefore, not be inopportune to recall 
the circumstances attending the initial visit to 
Great Britain of the most distinguished of lady 
violinists. 
Half-a-century, plus one year, has passed 
since little Wilhelmine Neruda, a child of nine, 
first set her foot on these shores. Like Joachim 
-who, as a boy, made his first bow before an 
English audience at Drury Lane at a ' benefit' 
of Mr. Alfred Bunn-Miss Neruda was intro- 
duced within the walls of a theatre and not 
a concert-room. In the year 1849 Mr. J. M. 
Maddox was giving operatic representations 
at the Princess's Theatre, in Oxford Street. 
Playbills of these performances are preserved in 
the British Museum. That of ' Monday, April 
30, 1849,' contains the following announcement- 
Extraordinary attraction. 
First appearance in England of 
The sisters NERUDA and brother Victor 
From Vienna--celebrated for their musical talent, 
who are engaged for two nights only, this evening and 
to-morrow. 
Thus it will be seen that the child-fiddler 
was not heralded as a great star, but as one of 
a constellation. The Musical World, then 
edited by Mr. J. W. Davison, warmly welcomed 
the clever family, with a special tribute to the 
genius of little Wilhelmine. ' J. W. D.' said:- 
THE NERUDA FAMILY. 
On Monday evening [April 30, 1849], after the perform- 
ance of Carafa's opera, the Heart of Mid Lothian, at the 
Princess's Theatre, these talented children appeared for the 
first ime before an English audience, by whom they were 
welcomed in a most encouraging manner. The Neruda 
family consists of two girls and one boy-viz., Amalie, 
aged about twelve (pianist), Wilhelmine, aged nine 
(violinist), and Victor, aged eleven (violoncellist). Victor 
and Amalie have been most highly commended by the 
German critics: on this occasion, Wilhelmine, the little 
violinist, had the position assigned her of sustaining the 
reputation of the family, and the little violinist came off 
with the greatest Uclat; she may justly be deemed a 
prodigy. Vieuxtemps's 'Arpeggio,' for violin, violoncello, 
and piano, gave Wilhelmine an opportunity of displaying 
her effective bold style of bowing to great advantage, which 
was excellently relieved by the clever accompaniments of 
Victor and Amalie on the violoncello and piano. We are 
sorry the public did not hear the two last named in more 
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